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Navarre shall be the wonder of the world, Our court shall be a little academe, Still and contemplative in living art. something of a cause celebre in its approach to adaptation, eliciting a variety of responses from academic critics, some of whom use a postmodern critique to applaud the production (Crowl 2003; Gay 2010; Severn 2013) , while others, following Frederic Jameson rather than Linda Hutcheon, use one to highlight its failings (Wray 2002; Holste 2002 ). Branagh's adaptation is bold and, even though the director expected it 'might provoke hostile debate' (Gristwood 2000: 9) , it has proved even more challenging to audiences and critics than he initially supposed. Its combination of the play's 'academe' with the Hollywood Academy style of 1930s golden age musical comedy has opened up debates about the text's relationship to modernity/post-modernity, the appropriateness of Branagh's chosen historical context, and most importantly the connection between 'high' culture, as represented by Shakespeare's text, and the 'low'/popular culture of romantic musical comedy.
In addition, the film invites us to consider the relationship between the theatrical and cinematic modes. Branagh's film is, of course, not alone in utilising a cinematic genre to explore a Shakespearean drama. Loncraine's 1995 film adaptation of Richard III, just a few years before Branagh's production, made extensive use of the gangster genre in its tone and visual representation. Lurhmann's 1996 movie William Shakespeare's Romeo + Juliet placed the contemporary MTV genre at the heart of its interpretation and style. While Love's Labour's Lost historical retrenchment into classic Hollywood cinema could be seen as a reaction against this MTV mode, the commercial success of Luhrmann's film encouraged Branagh and others to assert more directorial interpretative freedom. Branagh notes:
we have broken away from the various earlier periods of Shakespeare movie making that were linked more closely to theatre... Now these stories are free for exploration in a way they weren't before. The canvas is blank again. (Griswold 2010) This comment presupposes that it is possible to break away from the theatricality inherent within a Shakespeare text, as well as overlooking the fact that theatrical conventions and genres were often replicated in the new media of film, as is evident in classic film musicals. The possibility of working from a 'blank canvas' may be more problematic than Branagh suggests, and may explain why in Branagh's production the relationship between the cinematic and the theatrical is often an uncomfortable one.
II
In Shakespeare's play, the 'academe' is established in the first scene. The King of Navarre and his courtiers pledge to transform the court into 'a little academe,/Still and contemplative in living art ' (I.i.13-14) . The aspirations of the King and his three friends are, as H R Woudhuysen notes, to pursue 'the art of living, the ars vivendi of Stoic philosophers; practical learning, knowledge, which has to do with the business of life; the living quality of art ' (1998: 113) . It should not then be art in a vacuum but a study of art focused on its practical application. The plot of the play demonstrates that this academe remains an unfulfilled aspiration thwarted by romantic intervention. Yet in another sense it is the style of Love's Labour's Lost that is 'living art': the play itself its own 'academe', with its welter of late sixteenth century tropes and conventions creating an exuberant artifice. The play also hints, through its stylistic echoes, at the disagreements among various factions in contemporary literary circles. Much critical activity has been expended in attempting to identify all the contemporary literary and historical references in the play. Editors of the play text may conclude with Woudhuysen that 'there is a difference between Shakespeare's drawing on these elements in a general or diffused way and his consciously deciding at this point in his career that he would write a play that directly alluded to or even was "about" them ' (1998: 72) . Yet it cannot be denied that the style of the play reflects an Early Modern aesthetic preoccupation with the form, content and purpose of artistic endeavours. The project of the King and his nobles in the play is reinforced by the decision that this study must be conducted in retreat from the everyday world, so that the men become … brave conquerors -for so you are, That war against your own affections And the huge army of the world's desires (Shakespeare, Love's Labours Lost, This passage, while drawing upon the Renaissance debate about the merits of a contemplative life, indicates that such disengagement is hard won, and, wittily presents through its metaphors of warfare how, from the start, the 'academe' is embattled by affections and desire. The imagery also demonstrates the play's fascination with language itself as something which can either obfuscate or enrich.
The linguistic fireworks provide the text with a distinctive character but they also present particular challenges. Miriam Gilbert notes:
Critics recognise its verbal exuberance, but they do not always admire it, perhaps finding the characters so intoxicated with language that they seem merely witty speakers rather than characters worth exploring. Students find the play 'difficult' to read because of the intricate puns, and directors approach the play, blue pencil in hand, ready to cut the lines which seem to them obscure and inaccessible; the play's vulnerability to cutting derives from the repetition of certain passages (most notably Berowne's long speech at the end of IV.iii) which were clearly revised, but not clearly cancelled. (Gilbert 1996: 6) These are some of the reasons that the play has presented difficulties to theatre practitioners since its earliest performances. They may also account for the play's comparative neglect and its disappearance from the English stage between the 'first decade of the seventeenth century and the third decade of the nineteenth' (Gilbert 1996: 21) . In the twentieth century the play experienced a revival and there were eleven different productions at the Royal Shakespeare Theatre. There have been, to my knowledge, no previous film versions of the play before Branagh's, although the play has been adapted for television twice, as a one-off in 1965 for the BBC, directed A famous critic once said of it that it was a 'fashionable play 300 years out of fashion' because a lot of its references are very specific to its time. We have cut a lot of that material and replaced it with the songs of wonderful writers like Cole Porter, Irving Berlin or George Gershwin whose lyrics are arguably as witty in their own way as Shakespeare was in his and just as full of conceits and verbal trickery. Shakespeare was trying to convey how silly and wonderful and stupid and agonising it is to be in love and the songs we have chosen convey all the same ideas about the vicissitudes of love. Branagh's allusion here to Granville-Barker's Preface to the play may reflect awareness of the critic's openness to 'the question of cutting', although GranvilleBarker also notes that 'one cannot thus eviscerate a scene and expect to see no wound' (Granville-Barker 1948: 40) . This severe reduction of Love's Labour's Lost might be seen as a reaction against Branagh's own decision to present the 'complete' text of Hamlet in his four-hour film in 1996. In the case of Hamlet Branagh argued that the historical context adopted, in this instance a nineteenth century 'Ruritania', needed to be 'resonant' and to allow 'a heightened language to sit comfortably' (Branagh 1996:xv) . With Love's Labour's Lost similar claims were made about creating 'something heightened, an atmosphere that was romanticised, highly glamorous, a safe world. I wanted it to feel like a terrific holiday romance which is interrupted by the real world' (Pathe -Love's Labour's Lost). But in this case much of the language of the play was thought to sit uncomfortably with his concept, and large parts of the text were sacrificed to the creation of an appropriate atmosphere in which to found an exploration of the 'vicissitudes of love.'
In part Branagh's decision to set the film just before World War II was influenced by his own knowledge and experience of stage performances of the play:
[It's a play] that seems to have responded well to a very strong directorial hand, and the landmark productions of this century by Brook and Hall and Michael Langham have been ones that have been very strongly inflected, [with a ] very strong sense of place, and my instinct in being in the play in the theatre was that it most certainly needed that -it needed a strong sense of reality, a strong sense of location, a strong sense of a world in which you were happy to accept or understand … why the King might engage in this three-year plan. (Branagh in Wray 2000: 174) While Branagh is not the first to employ such a setting for the play, he goes on to explain why this inter-war period was deemed to be of particular significance to his production:
I've always been interested in the period between the wars -what it offered up, the sorts of regret and grief and tragic legacy of the First World War, with the political situation as it was the threat of renewed violence, and what that seemed to do to the atmosphere of the time. The sense perhaps one last idyll in the twentieth century before the world really would change forever.
That sense of a stolen, magical, idyllic time which nevertheless had a clock ticking… (Branagh in Wray 2000: 174) This creation of an idyllic inter-war holiday world is in keeping with academic readings of the festive world of Shakespearean comedy (Frye 1957; Barber 1959; Laroque 1991) . However, the tripartite structure of festive comedy is less manifest in Love's Labour's Lost than in some of Shakespeare's romantic comedies and so the 'normal world -green world-normal world' (Frye 1957: 181) Moreover, as Wray notes, the interpolation of the British newsreels with their reports of impending war makes the American musical appear 'symbolically freighted -at best, foolhardy evasion, at worst, political cowardice ... a distractive indulgence ' (2003: 174) . This is compounded by the fact that Branagh himself provides the voiceover for the newsreels, so 'the director is identified as controlling agent, the paradoxical effect of which is to ensnare him in unresolved reflections upon censorship and creativity' (Wray 2003: 175) . Gay is more positive about the postmodern function of these newsreel interventions, citing Branagh's acknowledgement that they were added later, after previews indicated that the late twentieth century audiences were uncertain 'how seriously to take the 1930s "screwball courtships"….Contrast and context are here used cleverly to acknowledge the fin de siecle's belatedness -this film made in 1999 cannot be viewed with the innocent eyes of those audiences who first watched the 1930s screwball comedies' (Gay 2010: 10 ).
Branagh's own 'strong directorial hand', as noted above, creates the history of the 1930s with the widespread use of 'classic' songs and musical numbers 1 . The director comments:
The play responds well to music. There are many references to music and dancing in it and the elegance, style and wit of the play seemed to me to sit well in a context not unlike the fictional world of the Hollywood musicals of the thirties and forties. It took me a couple of years, once I had had the initial idea, to work out all the songs. I wanted them to be truly organic and not to feel just stuck on top of the play. They had to really say something about how the character were feeling at the time or to advance the plot in some way. This routine, perhaps more than any other in the film, reveals the limitations of Branagh's decision not to use professional singers and dancers. His rationale was that 'I wanted to invest the singing and dancing with the kind of particular understanding of character which an actor can bring. So I was happy to accept -even encourage -a certain rawness in the singing and dancing provided it came from a very clear sense of who the people were' (Pathe official website). There is indeed a certain rawness in his actors' dancing here, at odds with the professional faultlessness of the 1930s originals which was a major contribution to the fantasy on which they were based. Woody Allen in Everyone Says I Love You (1996) encourages a similar rawness, but this is consistent since his drama is essentially naturalistic, and as Green suggests while Allen is the purveyor of "deliberate" camp, Branagh offers the "pure" or "naive" variety. Allen's film acknowledges its campiness ... Branagh's falls into camp, helped along ... by his "melting pot" approach, to borrow an image from Lehmann (188) Branagh is a product of the postmodern moment dominated by a sense of belatedness; a sense that originality is exhausted and that only parody and pastiche and intertextual echo remain. Rather than finding such a condition enervating, Branagh's work seizes on its possibilities … (Crowl 'Flamboyant Realist' 2000: 226-7) It is true that Branagh sometimes exploits the 'exuberant and romantic' devices of the musical effectively. An example is the dream sequence in Act Four, Scene Three.
The balletic opening (as the men float around the dome of the library) fits the criteria identified by Jane Feuer where the 'Dream ballets of MGM musicals emphasise either the wish of the dreamer …or they represent a tentative working out of the problems of the primary narrative' (Feuer 1993: 74) . The Astaire-Rogers number which follows further empathises the 'wish of the dreamer' (Feuer 1993: 75) . Feuer goes on to note that 'very often the wish ballet will allow the dreamer to road test various possible mates '(1993: 2) , which may explain the curious dance sequence to 'Let's Face the Music and Dance' described above.
However, Branagh's is a rather nostalgic understanding of the musical comedies of 1930s and 1940s. Feuer and Altman's examination of the social and historical context of the musical reveals a film genre whose escapism is in part a response to social and economic deprivation. Feuer stresses that the genre has 'one dominant impulse …the desire to capture on celluloid the quality of live entertainment ' (1993: 2) . However, she goes on to note that:
The Hollywood musical as a genre perceives the gap between producer and consumer, the breakdown of community designated by the very distinction between performer and audience, as a form of cinematic original sin. The musicals seek to bridge the gap by putting up 'community' as an ideal concept. In basing its value system on community, the producing and consuming functions severed by the passage of musical entertainment from folk to popular to mass status are rejoined through the genre's rhetoric. (Feuer 1993: 3) The implications of this for the musical in general are too wide-ranging to explore
here, but it does suggest that the world of the Hollywood musical, perceived as 'uncynical' by Branagh, is also a pragmatic negotiation of aesthetic, cultural and social change, and that confidence about the notion of 'community' in such films is central to the debate. Feuer suggests that the familiar 'let's put the show on here in the barn' motif of many musicals is an attempt to compensate for this perceived lack of community in mass culture, which makes it even more telling that the amateur dramatics of the Pageant of the Nine Worthies were removed in Branagh's production.
Moreover, where Branagh does employ cinematic devices borrowed from the musical he sometimes underplays their potential to embrace a community. I have commented above on how some of the musical routines were shot from the front. In Theatre live, focuses fresh attention on the interplay between the two modes in promoting and celebrating the 'liveness' of performance (Wardle 2014) . The interpenetration between cinema and theatre remains a matter of continuing enquiry and interest for adaptation studies.
